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ABSTRACT OF DISSERTATION 
 
 
HARVEST FESTIVAL BY YANN-JONG HWANG: A PIANO DUET INSPIRED 
BY TAIWANESE FOLK TUNES 
The purpose of this study is to provide an introduction and analysis of 
Harvest Festival, a work for piano four hands by Taiwanese composer Yann-Jong 
Hwang. This work incorporates elements of traditional Taiwanese music that is 
largely unfamiliar to performers and listeners beyond the border of Taiwan. 
With the exception of Professor Hwang’s own journal article on this piece, 
this project is the only study of Harvest Festival available in the United States or 
Taiwan. This research will be meaningful to both performers and piano teachers as 
an encouragement to include Yann-Jong Hwang’s work within their concert 
repertory.  
This document examines the background of Yann-Jong Hwang; briefly 
introduces Taiwan, the Amis tribe, and the Harvest Festival event; provides a 
structural analysis of all four sections of Harvest Festival; and concludes with an 
appendix consisting of a complete score of Harvest Festival. 
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CHAPTER ONE 
Introduction 
Yann-Jong Hwang is a contemporary Taiwanese composer, born in 1955 in 
the city of Chia-Yi. He graduated from the Chinese Culture University in 1977 with 
a bachelor’s degree in music composition. After graduation, he studied composition 
in Vienna at the University of Music and Performing Arts (Universität für Musik und 
darstellende Kunst, Wien). He currently teaches theory and composition in the 
Music Department at Tainan University of Technology in Taiwan.1 
Professor Hwang has written many outstanding compositions in a wide range 
of genres, including Fantasy for solo piano (1988); Dreaming of the Chang Jiang 
River for flute, clarinet, and piano (1992); the cantata Eulogize (1987); Song of 
Lament and Nostalgia for chorus (1994); solo songs in Wujung Hate (2002) and 
Three Song’s Lyrics (2005); and Harvest Festival for piano four hands (2002), 
among others. 2  In 2004, Hwang produced a CD entitled A Collection of 
Contemporary Daoist and Buddhist Chants in Taiwanese, which won Best Religious 
Music Album in the Traditional Music Category at the Golden Melody Awards for 
                                                     
1  “Yann-John Hwang Biography,” Music Copyright Association, accessed November 22, 
2015, http://www.mcat.org.tw/musician/m21.html. 
2 Nam Yeung and Tina Shao, liner notes to A Musical Harvest Festival: Yeung-Shao Piano 
Duo, by Yann-Jong Hwang, Duo Pianists, 1988, CD, p. [5]. The CD contains Harvest Festival by 
Yann-Jong Hwang; “Overture” from The Magic Flute, K.620 by W. A Mozart, arranged by F. Busoni; 
Variations on a Theme by Beethoven, op. 35 by C. Saint Saëns, and Suite No. 2, op. 17 by S. 
Rachmaninoff. 
2 
 
2007.3 This yearly award is given by the Taiwanese Ministry of Culture. It is clear 
that Professor Hwang has drawn his musical inspiration from various styles as well 
as compositional techniques: traditional Taiwanese folk and religious music, 
alongside Western techniques of counterpoint, tonality and atonality, and serialism.  
 Hwang’s Harvest Festival is a concert work commissioned by the Yeung-
Shao Piano Duo, and was premiered by Dr. Nam Yeung and Dr. Tina Shao at a 
faculty concert of the Tainan Women’s College of Arts Technology (TWCAT) in 
2002.4 In 2008, Dr. Nam Yeung and Dr. Tina Shao released a CD entitled A Musical 
Harvest Festival, which included Harvest Festival for piano four hands. The work 
earned Professor Hwang his second honor from the Golden Melody Awards: Best 
Composer Award in the category of Traditional Music for 2008.5  
Harvest Festival is deeply connected to Taiwanese history and to the culture 
of the Amis tribe. Only after completing the piece did Hwang realize that he had 
written using materials from two folk songs he had heard on the radio in his youth. 
He learned after the fact that two folk tunes “Na Lu Wan” and “Hen Na Yo In” were 
                                                     
3 “List of 18th Golden Melody Awards,” Ministry of Culture: Bureau of Audiovisual and Music 
Industry Development, accessed November 1, 2015,  https://www.bamid.gov.tw/files/15-1000-
548,c131-1.php.  
4  Dr. Yeung and Shao are currently professors at the Tainan University of Technology 
(previously of Tainan Women’s College of Arts Technology).  
5 Yeung and Shao, liner notes, 5. 
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from an Amis compilation called Dancing in the Moonlight.6 The Amis are the 
largest indigenous tribe in Eastern Taiwan. These tunes are traditionally used in the 
Amis’s Harvest Festival.  
This document provides background information on Professor Hwang; a 
brief look into Taiwanese cultures; ethnographic characteristics of the Amis people 
with an overview of the origin, purpose, and function of their famous Harvest 
Festival event; and structural analysis of Harvest Festival. In this composition, 
Hwang incorporates both traditional and modern Western compositional techniques, 
including serialism, planing, and counterpoint, along with tonal and atonal harmonic 
language. In addition, he uses nontraditional elements such as the sonorities of palm 
tone clusters.  
 
 
 
 
 
Copyright © Chen, Wei-Sian 2017 
                                                     
 6 According to Shu-Cheng Liu, a native speaker of the Amis language, there is no possible 
translation of these folk tune titles; they are made up of vocables that have no semantic significance in 
the Amis language. Wei-Sian Chen (author) in discussion with the native Amis speaker, November 25, 
2016, transcribed by Wei-Sian Chen. Further allusions to an interview with Ching-Lin Lang (author’s 
friend) all refer to this interview. 
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CHAPTER TWO 
Brief Background on the Ilha Formosa—Taiwan  
 
“Ilha Formosa,” beautiful isle, early Portuguese voyagers called 
the island […] and known to them as Taiwan. The Portuguese 
name has clung to it in all European countries, and never was 
more appropriate name given to an isle of the sea.7 
 
    Figure 1. Map of Taiwan.  
Taiwan (Figure 1.) is an 
economically-developed country 
and an attractive island. Located in 
Northeast Asia, Taiwan (Ilha 
Formosa) is a small mountainous 
island with a land mass of 
approximately 13,974 square 
miles. As a half-tropical and half-
subtropical country, it has four 
distinct seasons per year. The 
middle part (indicated by the red arrow) of the island is divided by the Central 
Mountain Range. Due to the mountainous terrain, most citizens live on the western 
side of the island while the indigenous peoples live on the eastern side. In present–
                                                     
7 Alice Ballantine Kirjassoff, “Formosa the Beautiful,” The National Geographic Magazine, 
March, 1920, p. 247. 
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day Taiwan, there are twenty–two administrative divisions. The Amis people live in 
the following administrative divisions: Pingtung County (no. 16), Yilan County (no. 
19), Hualien County (no. 18), and Taitung County (no. 17).8 The total population of 
Taiwan today is about 23,400,000 people representing diverse cultures.9 
The Formosa has a rich and varied culture from many different ethnic 
groups—including its indigenous peoples, the Dutch, Spanish, and Japanese, the 
Han Chinese, and more recently the Americans. In the early 1920s, Alice Ballantine 
Kirjassoff could write, “The future of Formosa under its present benevolent paternal 
government looks bright, indeed. Never before has this island, so beautiful to the 
eye, enjoyed such a degree of prosperity. Old industries are thriving, new industries 
are cropping forth, foreign trade increases yearly, and the general welfare of the 
Formosan people is steadily improving.”10 Today the government defines five main 
ethnic groups in Taiwan: the indigenous peoples (sixteen tribes), the Holo, the 
Hakka, the new-immigrant, and the Han Chinese. The official languages of Taiwan 
are Taiwan-Mandarin and Taiwanese. The small groups of Hakka people and 
                                                     
8 “List of Administrative Divisions of Taiwan,” World Heritage Encyclopedia, accessed 
October 1, 2016, 
http://www.worldheritage.org/article/WHEBN0000724506/List%20of%20administrative%20division
s%20of%20Taiwan. Other administrative divisions: Keelung City (no. 3), New Taipei City (no. 1), 
Taipei City (no. 2), Taoyuan City (no. 4), Hsinchu City and County (no. 6 and 5), Miaoli County (no. 
7), Taichung City (no. 8), Changhua County (no. 9), Nantou County (no. 10), Yunlin County (no. 11), 
Chiayi City and County (no. 13 and 12), Tainan City (no. 14), Kaohsiung City (no. 15), Penghu 
County (no. 22), Kinmen County (no. 21), and Matsu (no. 22).  
9 “The Heart of Asia: Discover Taiwan,” Taiwan Tourism Bureau, accessed November 18, 
2015, http://eng.taiwan.net.tw/m1.aspx?sNO=0000202. 
10 Kirjassoff, “Formosa the Beautiful,” p. 292. 
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indigenous peoples have kept their own languages.11  
The history of Taiwan goes back tens of thousands of years. Since the 
seventeenth century, Taiwan has been colonized by many nations, and its culture has 
been influenced by its aboriginal and colonial peoples. Taiwanese history falls into 
several periods: the Dutch–Spanish period (1624–1661), the Ming period under 
Prince Cheng-Gong Zheng (1661–1683), the Ching period (1683–1895), the 
Japanese period (1895–1945), and the occupation by the Chinese nationalist 
government (1945–1987).12 Taiwan abandoned martial law in 1987 and held its first 
democratic elections in 1996.13  
Each colonizing country left a significant mark on Taiwanese history. For 
example, when the Dutch colonized Taiwan, it became an important trading center 
for China, Japan, and various European colonial powers. Those colonizers built up 
Taiwan’s economy. As another example, the Japanese occupied and developed 
Taiwan’s economy, infrastructure, agriculture, social policies, and arts. They also 
provided and established education systems for Taiwanese people. These colonial 
                                                     
11 Nai-Teh Wu, “Convergence or Polarization?: Ethnic Political Support in the Post-
Liberalization Stage”, Institute of Ethnology, Academia Sinica 4 (2002), ed. Chung-Min Chen, Ying-
Chang Chuang, and Shu-Min Huang, p. 85.  
12 Tsang-Houei Hsu, Yu-Hsiu Lu, Chuikuan Lü, Kuo-Huang Han, and Joanna C. Lee, 
“Taiwan,” Grove Music Online, accessed November 23, 2015, 
http://www.oxfordmusiconline.com.ezproxy.uky.edu/subscriber/article/grove/music/49502. 
13 AP Wire, “Taiwan Ends 4 Decades of Martial Law,” New York Times, July 15, 1987, 
http://www.nytimes.com/1987/07/15/world/taiwan-ends-4-decades-of-martial-law.html (accessed 
October 28, 2016). During martial law, the military governor or the head of the government removed 
all powers from the previous executive, legislative, and judicial branches of government. Taiwan had 
been under China’s martial law for more than 38 years.  
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cultural legacies continue to deeply influence Taiwan’s culture, lifestyle, and music 
up to today.14  
The Largest Indigenous Tribe—Amis  
 
Taiwanese aboriginal people were artistically talented, and they 
left behind many stunningly spectacular artworks. These works 
of art took up an important position in the global aboriginal arts 
and are valued by people in the field of academic and art 
internationally.15 
 
Indigenous populations play an important role in Taiwan. They have unique 
and interesting musical cultures; the geographical isolation of Taiwan allowed the 
music of its aboriginal tribes to develop distinctively. Although indigenous music is 
both vocal and instrumental, in some tribes the vocal music is more highly 
cultivated.16 Music is used by indigenous inhabitants during all kinds of social and 
cultural occasions, including hunting, farming, fishing, building, transporting, 
recitation of legends and stories, love affairs, nursing, dances, ritual ceremonies such 
as weddings and burials, festivals, childbirth, and even warfare.17 
Each of the sixteen tribes speaks a different dialect, lives in a different area of 
                                                     
14 “Understanding the History of Taiwan,” Taipei Municipal Nan Gang High School Teaching 
Website, accessed October 28, 2015, 
http://user.nksh.tp.edu.tw/teachingweb/tjq/%E8%AA%8D%E8%AD%98%E5%8F%B0%E7%81%A3
%E6%AD%B7%E5%8F%B2%E7%AF%87.htm.     
15 Chun-Liang Chen, “The True Native Beauty of Taiwan: An Extensive Taiwanese Aboriginal 
Art Collection,” International Journal of Arts 3, no. 2 (2013): 19. 
16 Yu-Lan Chen, Taiwan’s Aboriginal People (Taipei: Bookrep, 2004), 176. 
17 Chang–Hui Hsu, Introduction to Ethnomusicology (Taipei: Yueyun Publishing, 1987), 135–
136. 
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Eastern Taiwan, and has their own unique culture—including folk tunes. 18  The 
largest of groups is the Amis (Figure 2.), a term they use as well as “Pangcah.” In 
their language, “Amis” refers to “the North,” while “Pangcah” means “human 
being,” “people with the same ethnicity,” or “people of the same descent.”19  
Figure 2. Amis Tribe. 
Their current population is 205,718.20 Most Amis, as mentioned, live in the east 
side of Taiwan, such as in Hualien, Taitung, and southwest Pingtung Counties. 
According to the research of anthropologist Kanori Ino (1867–1925), the Amis are 
divided into five sub-groups based on differences in their customs, languages, and 
                                                     
18  “The Tribes in Taiwan,” Council of Indigenous Peoples, accessed November 22, 2015,  
http://www.apc.gov.tw/portal/docList.html?CID=6726E5B80C8822F9. The sixteen indigenous tribes 
are Atayal, Paiwan, Bunun, Puyuma, Rukai, Tsou, Saisiyat, Yami, Thao, Kavalan, Truku, Sakizaya, 
Sediq, Kanakanavu, Hla'alua, in addition to the Amis. 
19 Jhe-Yi Tian, Taiwan’s Indigenous People: The Amis Tribe (Taipei: Taiyuan Publisher, 2001), 
20. 
20 “2016 Population of Aboriginal People in Taiwan,” Ministry of Interior: Department of 
Statistics, accessed March 3, 2017, http://www.moi.gov.tw/stat/news_content.aspx?sn=9235.  
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living areas. A sub-group consists of smaller units.21 
Unlike other indigenous tribes, the Amis are a matrilineal clan. Male social 
status in the tribe is determined by age. There are two significant principles that 
maintain a balanced distribution of labor and power among men and women. In 
traditional Amis society, when a man married into his wife’s family, the man would 
move to the wife’s residence. Females have the absolute powers and rights in the 
family; finance and property holdings are decided by the female head of 
household.22 Outside of the house and family, men play important roles in the tribe. 
They have the power to handle important missions, such as politics, justice, wars, 
religion, hunting, ceremonies, and so on. The whole tribe is governed by a male 
leader, a female spiritualist (shaman), and males of the “Age-Set Organization” 
(“selal”).23 The age-set organization is similar to a military. When the males reach 
the age of twelve, they are generally enrolled in the preparation group for two to 
three years. The preparation group strictly gives them basic training. When the 
                                                     
21 Cian–Ting Guo, “Amis,” Taiwan Aboriginal Cultural, History, and Language Dictionary, 
accessed October 31, 2015, 
http://210.240.125.35/citing/citing_content.asp?id=2300&keyword=%A5%EC%AF%E0%B9%C5%A
Fx. North part dialect: Nashi group (Hualien County: Jian, Fenglin, and Shoufong Townhips). Middle 
part dialect: Hsiukuluan goup (Hualien County: Guangfu, Yuli, Mizuho, and Fuli Townships) and 
Coastal Group (Taitung County: Chengkung Township; Pingtung County: Mutan Township). South 
part dialect: Peinan group (Taitung County and City: Tungho and Peinan Townships), and Hengchu 
group (Taitung County: Chishang, Guanshan, Luye, and Peinan Townships; Pingtung County: Mutan 
and Manchou Townships).  
22 Alice Takewatan, The Amis Tribe (Taipei: Taiwan Indigenous Cultural Industry 
Development Association, 2006), 20. 
23 Che-Min Chang, “Selal,” Taiwan Aboriginal Cultural, History, and Language Dictionary, 
accessed October 31, 2015, 
http://210.240.125.35/citing/citing_content.asp?id=2323&keyword=tarokos.  
10 
 
males become adults (considered to be about fifteen years old), they officially enroll 
in the selal. The function of the selal is to train them and to help them face different 
risks and tasks. Until they die, they continue to follow the rules of the age-set 
organization and adopt all the responsibilities of their family and clansmen. Most 
people from outside the tribe are not aware of this rigorous age-set organization; the 
Amis Harvest Festival is the only contemporary event in which they are exposed to 
it.24 
The Harvest Festival 
 
Harvest Festival is presenting appreciation and recalling the 
memories of great ancestors. 
Harvest Festival is helping us to become closer. 
Harvest Festival is to respect the wise and venerate the worthy. 
Harvest Festival is a symbol of humility. 
Harvest Festival is a better balance of the Amis’s society. 
Harvest Festival is a blessing of plentiful harvest. 
Harvest Festival is a competition. 
Harvest Festival can get rid of bad luck. 
Harvest Festival is love. 
Harvest Festival is presenting a joyous family.25 
 
                                                                                     Figure 3. Harvest Festival. 
The Harvest Festival 
(Figure 3.)—called Ilisin, 
Malalikit, Malikoda, or 
Kiluma’an in the Amis’s 
                                                     
24 “Background of Amis Tribe,” Council of Indigenous Peoples, accessed November 22, 2015, 
http://www.apc.gov.tw/portal/docList.html?CID=7AD36169AB07E1D0&type=D553881BB7
2C42C9D0636733C6861689. The translation is my own. 
 25 Tian, Taiwan’s Indigenous People, 150–156.  
11 
 
language—is the biggest, most popular, and holiest ceremony of this tribe. During 
the Japanese occupation period it was called “Moonlight Festival.” 26  The 
significance and purpose of the festival is to venerate ancestors and celebrate a 
plentiful harvest. The ceremony is generally held by each small unit and the Council 
of Indigenous Peoples between July and September in the Taitung and Hualien 
regions.27  
Depending on the traditional customs of each small unit, they celebrate this 
event with different rites and tunes, at different times, and for different lengths of 
days. It can be one, two, three, five, or even seven days. Traditionally males lead the 
ceremony from the first day to the last day and females are not allowed to attend the 
first day of the ceremony. Since the Harvest Festival is closely associated with the 
age-set organization, which trains Amis men in activities like hunting and fighting 
from which women have traditionally been excluded, there is more male than female 
participation in the festival.28 In some small groups, however, women start to attend 
the rite on the fourth or fifth day. On the last day of the Harvest Festival all the 
                                                     
26 Yann-Jong Hwang, “Harvest Festival: A Fusion of Folk Music and Western Compositional 
Techniques,” Tainan University of Technology Journal 22 (2003): 585. 
27 “News,” Council of Indigenous Peoples, accessed July 22, 2016, 
http://www.apc.gov.tw/portal/index.html.  
28 There is another possible reason why women are not allowed to attend the first day of the 
Harvest Festival. Man is the symbol of the moon and woman is the symbol of the sun. The first day 
of the Harvest Festival is to welcome the souls of ancestors; this ceremony happens at night. Perhaps 
the reason is that, if women attend this ceremony on the first night, they will scare those spirits away 
because they (representing the sun) shine too brightly.  “Traditional Ceremony,” Indigenous Peoples 
Commission, accessed December 12, 2016, 
http://www.knowlegde.ipc.gov.taipei/ct.asp?xItem=1001627&CtNode=17009&mp=cb01. 
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clansmen must join the ceremony; the whole group assembles. The formation of the 
group dance is from circle to spiral (Figure 4.). The elders will lead the group 
dancing and singing.29                              
Figure 4. Harvest Festival: Group Dance. 
 
  
 
 
 
During the Harvest Festival, the responsibilities of each age-set group of men 
may change or may not change. For instance, the members may have spent the 
previous three to seven years practicing hunting, but after the Harvest Festival they 
will begin a new study, such as politics. If, however, members did not have a good 
standing with the group, they will continue in the same group for another seven 
years. On the other hand, if males have been promoted and honored for four times, 
they are qualified to participate in a special competition. The ones who win this 
competition will become leaders of each age-set group or of the Amis tribe. The 
                                                     
29 Tian, Taiwan’s Indigenous People, 171.  
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elders are the judges and examine the competitors discreetly.30  When the Amis 
themselves celebrate the Harvest Festival, males and females wear traditional 
clothing (Figure 5.) and sing traditional songs. 
Figure 5. Amis Tribe Traditional Clothing. 
 
 
 
 
 
 
Males wear a crown-like headdress, sleeveless top, shoulder bag, pants, and leg 
coverings; females wear a crown-like headdress, short-sleeved top, a pinafore 
covering the chest and belly, skirt, shoulder bag, and leg coverings. Clothing does 
not have buttons; they use ties to fix the clothes on. Shoes are not worn.  The colors 
of the clothes are also slightly different in each area. In Hualien the festive clothing 
contains black, white, and red, whereas in Taitung it contains black, red, yellow, 
orange, dark purple, and green.31 
During the solemn ceremony, outsiders are prohibited from observing and 
                                                     
30 “Amis,” Digital Museum of Taiwan Indigenous Peoples, accessed November 22, 2015, 
http://www.dmtip.gov.tw/Aborigines/Article.aspx?CategoryID=3&ClassID=8&TypeID=12. 
31 Alice Takewatan, The Amis, 54.  
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joining in with the Amis’s private rites; only their clansmen are allowed to attend. In 
recent years many people have become interested in indigenous people’s cultures; 
therefore, the local council has gradually opened some events to outsiders. Even 
though some ceremonies became public, visitors and tourists still have to respect the 
Amis’s customs and rules. There are some rules guests have to follow if they dance 
and sing along with the Amis people: they cannot join the ceremony without 
permission, must wear the traditional clothes, cannot wear flip-flops into the rite, 
and cannot take pictures without giving notice.32 
The Amis’s traditional songs can be divided into three types: 1) songs from the 
Harvest Festival, 2) general songs, and 3) banquet or dancing songs. General songs 
are sung while working, weeding, harvesting, drinking, relaxing, and during other 
daily activities. Banquet/dancing songs are sung on happy occasions such as 
weddings or visits from friends.33 “Amis have beautiful and passionate vocalization 
combined with highly skilled techniques (e.g., various responsorial, contrapuntal 
styles, etc.).” 34  The northern groups of Amis in particular emphasize rhythms; 
middle and southern groups of Amis emphasize harmonic structures through 
polyphonic singing or free counterpoint. These different styles of singing distinguish 
                                                     
32 Wei-Fun Cheng, “Aboriginal People,” Liberty Times, July 1, 2016.  
33 Rung-Shun Wu, liner notes to Polyphonic Music of the Amis Tribe, by Amis Tribe, Wind 
Music TCD1502, 1993, CD, 16. 
34 Pin-Chuan Lu, Taiwan Aboriginal Music (Michigan: Encyclopedia of Cultural 
Undertakings, 1982), 116. 
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the characteristics of different areas. The basic scale is pentatonic and the mode is 
commonly based on the pitch A. Most of songs do not have lyrics; the Amis use 
vocables to express feelings and emotions. They also like to transpose songs to 
different pitches; songs have wide vocal ranges. 35 
The songs sung in the Harvest Festival are prohibited from being sung in daily 
life. If one sings ceremonial songs in daily life, it could scare the gods away and 
bring bad luck to the tribe.36 These songs are sung in responsorial style (call and 
response) without instrumental accompaniment, but are accompanied by group 
dance. Commonly one to three or four individuals sing first (the call), and then the 
rest of group joins later (the response). “In many songs, the response does not enter 
until the latter half beat of the last note of the call.”37 These folk tunes do not have 
lyrics; text plays only an ancillary role in the Harvest Festival songs. Instead, the 
Amis people use vocables to sing, such as hen, hin, yan, and so on (Figure 6.).38  
Figure 6. A Vocable Example. 
 
 
 
         
 
 
Copyright © Chen, Wei-Sian 2017 
                                                     
35 Wu, liner notes, 17.  
36 Yu-Hsiu Lu, History of Taiwanese Music (Taipei: Wu-Nan Book, 2009), 320–323.  
37 Wu, liner notes, 23.  
38 Chun-Pin Chen, “Taiwan Aboriginal Peoples’ Vocable Definitions and Functions,” paper 
presented at the International Symposium on Music and Dance, Taitung, September 2007.   
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CHAPTER THREE 
Background 
 
Harvest Festival for piano four hands was commissioned by the Taiwanese 
Yeung-Shao Piano Duo, and was composed between May and September, 2002. In 
November, 2002 Yeung and Shao premiered the work at a faculty concert of the 
TWCAT.   
In an interview with Professor Hwang on May 25, 2016, he said that when he 
received a request from Dr. Yeung and Dr. Shao, he immediately got aspired to 
compose a work for two pianos. Nevertheless, one of his colleagues recommended 
that he compose this work for piano four hands, because many recital halls do not 
have two pianos and because the sound quality of pianos varies greatly from hall to 
hall. A composition for piano four hands circumvents these problems. Professor 
Hwang agreed with the suggestion from his colleague.39  
The inspiration for the piece arose from a childhood memory. When 
Professor Hwang was a child, the radio station often played two famous Harvest 
Festival tunes from the collection Dancing in the Moonlight, “Na Lu Wan” and “Hen 
Na Yo In”. At that time Professor Hwang did not know the titles of the tunes or 
which aboriginal tribe they were from. The only thing he remembered were the 
                                                     
39 Wei-Sian Chen (author) in discussion with the composer, May 25, 2016, transcribed by 
Wei-Sian Chen. Further allusions to an interview with Prof. Hwang all refer to this interview. All 
translations from Taiwanese/Taiwan Mandarin are my own. 
17 
 
melodies. These melodies “stuck” in his head until, many years later, he found out 
the official names of the tunes.  
There are three other reasons for the title Harvest Festival and the choice of 
the Amis tribe. First, Yeung and Shao (the piano duo) wanted to perform a 
composition in the faculty concert dedicated to local arts and indigenous peoples. 
Second, the Amis tribe is the largest aboriginal group in Taiwan and many of their 
folk tunes are well-known to the general population of Taiwan. It is easy for 
audiences to recognize the melodies and to identify with the music. Third, “Na Lu 
Wan” (Figure 7.) and “Hen Na Yo In” (Figure 8.) were not only often sung in the 
Amis’s Harvest Festival, but were also a part of Hwang’s childhood memories.40  
Figure 7. Na Lu Wan. 
 
 
 
 
 
 
 
 
 
Figure 8. Hen Na Yo In. 
   
    
 
 
                                                     
40 Interview with Prof. Hwang. 
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An Analysis of Harvest Festival 
In cultures without written language, song and dance are not just 
the glue that holds the community’s life and ceremonies together, 
but also figure importantly in preserving the tribe’s collective 
cultural memory.41 
Professor Hwang uses some traditional forms in Harvest Festival, such as 
sonata and free variation forms, but he uses them in nontraditional ways that create 
dramatic and unique effects.  According to the composer, he chose to mix the two 
forms in order to create a vibrant and animated musical work. The harmonic 
language is highly dissonant and, although it employs pitch centers, it establishes 
those centers more by repetition and assertion than by traditional harmonic 
functions. The meter changes constantly in both parts, as is typical of Professor 
Hwang’s compositional style, creating a dynamic sense of forward movement.42 
Harvest Festival is 345 measures long and features the two Amis folk tunes, 
developed through a wide range of Western musical techniques.  
The piece is in four sections: Allegro vivo (“Moonlight Overture”), Allegro con 
brio (“Drunken Drum Dance”), Andante (“Ritual Ceremony to Ancestors”), and 
Presto vivace (“Joyful Whistling People”). These four sections were originally 
untitled, but were later given names by Ging-Cai Lin, an ethnomusicologist and 
colleague of Professor Hwang, after he listened to the composition for the first 
                                                     
41 “Myth, Dance and Music,” Myths and Legends of Indigenous People in Taiwan, accessed 
November 8, 2015, http://ticeda.moc.gov.tw/shenhuaen/001/001yuewu.html.  
42 In the interview, I asked Professor Hwang why he changed time signatures constantly—
does this have a particular significance?  He answered that this is his natural habit. Since he learned 
how to compose music, almost all of his compositions have been in this style.  
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time.43 “Na Lu Wan” and “Hen Na Yo In” use the A minor pentatonic scale (A–C–
D–E–G) and provide the principal melodic material throughout the entire 
composition.44  Table 1 provides an overview of the structure of Harvest Festival.  
Table 1. Harvest Festival. 
  
Allegro vivo (“Moonlight Overture”) extends from the beginning of the piece to 
m. 132. The pitch centers are more complex, although the composer says he 
emphasizes in the primo part G in mm. 41–52, A in mm. 92–100 (rhythmic 
diminution), and A again in mm. 103–110. The music starts with the left hand 
followed by the right hand (in m. 3) of the secondo part in the lower register, and 
with the dynamic mark of mp (Figure 9.).  
Figure 9. Dynamic Mark, Secondo. 
 
 
The bassline ascends stepwise: in mm. 1–12 in the left hand from C to D to E, while 
                                                     
43 Ging-Cai Lin is a specialist in researching Taiwan aboriginal peoples’ music.  
44 Wu, The Beauty of Taiwanese Aboriginal People, 88. In the Amis’ music, major 
pentatonic consists of the first, second, third, fifth, and sixth notes of a major scale.  
Titles Tempos Measures Sections 
“Moonlight 
Overture” 
Allegro vivo 1–132 Theme I 
“Drunken Drum 
Dance” 
Allegro con brio 133–209 Theme II 
“Ritual Ceremony to 
Ancestors” 
Andante 
tranquillo e 
misterioso 
210–269 Development 
“Joyful Whistling 
People” 
Presto vivace 270–345 Coda 
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the right hand joins in m. 3 and ascends from the G to A to B (Figure 10.).  
Figure 10. Harvest Festival, Secondo, mm. 1–12. 
 
 
 
 
 
 
 
 
 
The music of the first two measures evokes a sense of deep peace and quiet, 
reflective of “moonlight” and of the solemnity of the Harvest Festival. The subdued 
character of this section later provides a dramatic contrast to the more exuberant and 
lively character of the second section. In mm. 3–12 (Figure 10.), the composer uses 
syncopated rhythm to represent the spiritualist reciting the incantations with sincere 
emotion under the full moon. Although this syncopated rhythm remains nearly 
constant in the secondo part throughout the entire Allegro vivo section, this repeated 
rhythm only makes the section feel more unstable. The primo part is silent in both 
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P4 
hands for the first four measures, while in mm. 5–12 a short introduction in triplet 
figures is introduced (Figure 11.). These triplet figures are repeated many times 
throughout the Allegro section of the primo part and create a tense and nervous 
feeling, injecting the movement with both energy and suspense.  
 
Figure 11. Harvest Festival, Primo, m. 5.  
  
  
Motive I (Figure 12.), characterized by the interval of perfect fourth both 
melodically (descending) and harmonically, is first introduced in m. 13 of the primo 
part. This perfect fourth interval derives from the first interval of the folk tune “Hen 
Na Yo In” (Figure 13.). The sonority of the perfect fourth repeats creating a quiet 
echo effect in mm. 13–15. 
Figure 12. Harvest Festival, Motive I, Primo, m. 13.   Figure 13.  “Hen Na Yo In”,                  
                                                                                                           Perfect Forth. 
 
 
Motive II (Figure 14.), characterized by minor triads moving in ascending whole 
steps, is first introduced in m. 13 of the secondo part. The minor triad derives from 
the second measure of “Hen Na Yo In.” (Figure 15.)  
Figure 14. Harvest Festival, Motive II, Secondo, m 13.  Figure 15.  “Hen Na Yo In”,                    
                                                                                                               Minor Third.                                          
 
 
m3 
Secondo 
Motive II 
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Motive II appears only in the secondo part. These minor chords provide a 
jazz-like swing from mm. 13–15. It is interesting that two motives are introduced 
simultaneously—one in the primo part and one in the secondo part. Motives I and II 
both recur later in the piece.45 In addition, the composer relies on Claude Debussy’s 
technique of planing (parallel sonorities) in mm. 13–15 of the secondo, as well as in 
other places (Figure 16.).46   
Figure 16. Harvest Festival, Planing, Secondo, mm. 13–15. 
 
 
The complete theme I (Figure 17.) is also derived from “Hen Na Yo In” and is 
first introduced in mm. 41–44 and mm. 52–55 of the primo part. In these measures, 
the composer combines theme I (right hand) together with motive I (left hand) 
(Figure 17.). 
Figure 17.  Harvest Festival, Complete Theme I, Primo, mm. 41–44 and mm. 52–
55.  
 
 
 
                                                     
   45 Motive I in primo: mm. 14–15, 27–30, 41–44, 52–55, 68–71 (in augmentation), and 125–
127. Motive I in secondo: mm. 68–71 (fragmented); 84–87 (fragmented); 103–110, and 196–208. 
Motive II in secondo: m. 14; mm 27–30; 41–44; 52-55; 68-71 (L.H.); 84–87 (L.H.); 103–110 (L.H.); 
and 125–127.  
46 Planning in primo: mm. 41–44, 52– 55, 92–95, 97–100, and 103–110. Secondo: mm. 27–
30, 41–44, 52–55, 68–72 (L.H.), 84–87 (L.H.), 103–110, and 124–127.  
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Later in mm. 92–95 and mm. 97–100, theme I appears in diminution (Figure 18). 
The single melodic line depicts the head of the Amis, who is leading and singing the 
main melody. Sections one, two, and four contain complete or varied statements of 
theme I; only section three does not.47  
Figure 18.  Harvest Festival, Diminution of Complete Theme I, Primo, mm. 92–95 
and mm. 97–100.  
 
 
 
 
 
Octave imitation, consisting of ascending perfect fifths in a stepwise upward 
sequence in triplet rhythms, occurs for the first time in the primo part in m. 61 
(Figure 19.).48  
Figure 19. Harvest Festival, Primo, m. 61. 
 
 
 
The composer often uses imitation and sequence. This represents the Amis singing 
style, which includes canonical and responsorial performance throughout entire 
pieces. In mm. 92–95 and 97–99 of both parts, two minor triads (A-C-E in the primo 
                                                     
47 Theme I in primo: mm. 68–72 (fragment), 84–88 (fragment), and 103–110.  
48 Imitation in primo: mm. 65–67, m. 77, mm. 81–83, m. 96, and mm. 101–102. 
24 
 
and G-Bb-D in the secondo) combine with an abbreviated version of Theme I to 
create an unstable and nervous effect. The composer wanted to emulate the 
harmonic language of Impressionistic composers—for example, Claude Debussy’s 
extended tertian chords.49  
It is interesting to note that major second sonorities occur in sequence in the 
primo part for the first time in mm. 101–102 (Figure 20.). Here, the composer relies 
on a whole-tone scale, which lacks semitones, of course, so in mm. 101–102 of 
primo part, the ascending scale consists only of major seconds. The major second 
sonorities depict the flashing of campfires and flying ashes.              
Figure 20. Harvest Festival, Primo, mm. 101–102. 
 
 
 
Theme I, motive I, motive II, planing and octave duplication are all interchanged in 
different places before the second section begins. Measure 110 (Figure 21.) serves as 
an important transition in both parts. The primo part has reduced note values and 
extended rhythmic patterns, while the secondo has an extension of motive I; this 
gives the audience a little breathing space, because the new transition enters in 
triplet rhythms in the primo part six measures after the beginning of this section. 
                                                     
49 Hwang, “Harvest Festival: A Fusion of Folk Music and Western Compositional 
Techniques,” 578.  Extended chords are tertian chords extended past seventh chords, such as ninth, 
eleventh, and thirteenth chords.  
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This particular triplet pattern recalls the very opening of the first section of the 
piece. The composer extends motive I, changing the time signatures (mm. 109–111: 
4/4, 3/2 to 3/4) to create a dramatic entrance and ending (Figure 21.). This reminds 
the clansmen that the first prayer for Harvest Festival will soon be finished.  
Figure 21. Harvest Festival, Primo, mm. 109–117; and Secondo, mm. 109–111. 
 
 
 
 
 
 
In mm. 125–127 of both parts, motive I and motive II occur again with the 
dynamic markings gradually changing to pp (m. 128) and ppp (m.130) (Figure 22.). 
These changes signal that a new section is coming and the first prayer is finished.              
Figure 22. Harvest Festival, Primo and Secondo, mm. 125–130. 
 
 
 
Allegro con brio (“Drunken Drum Dance”) consists of m. 133 to m. 209. The 
emphasis is on E-flat in mm. 136–142 and F in mm. 150–154 in primo part; later, in 
Primo 
 
4/4 
4/4 
Secondo 
Primo 
Secondo 
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Primo Secondo 
mm. 176–181, both parts combine to emphasize two pitch centers simultaneously, A 
and D. This section represents the Amis people starting to get drunk and beginning 
to dance. Here the composer uses many syncopated rhythms to imitate the sound of 
drums as well as the unstable feeling of tipsy people who are no longer about to 
stand firmly. The music starts with palm clusters in the primo and secondo in m. 133 
(Figure 23.), with a diminution of theme I entering in the primo part after three 
measures in m. 136.50  
Figure 23. Harvest Festival, Primo and Secondo, m. 133. 
 
 
This iteration of theme I includes the syncopated rhythms that characterize this 
section. From mm. 136–142 (Figure 24.), the primo part has triads while the 
secondo has tone clusters; both parts create huge, strong sonorities.  
Figure 24. Harvest Festival, Primo and Secondo, mm. 136–142. 
 
 
 
 
 
  
                                                     
50 Tone cluster: a highly dissonant, closely-spaced collection of pitches sounded 
simultaneously, on the piano usually by striking a large number of keys with the hand or arm. The 
term was invented by Henry Cowell, who made considerable use of tone clusters in his own music 
beginning in 1912.  Tone clusters appear in multiple places in the secondo: mm. 133–141, 146–153, 
158–159, and 174–175. They also appear in the primo in mm. 133–135, 146–149, 158–159, and 174. 
Primo 
Secondo 
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Planing occurs in mm. 136–142 of the primo part, among other places.51 The Amis 
become joyful and excited, and they start to sing the songs again. Motive II occurs 
in several places—for example, mm. 142–145 of the secondo part (Figure 25.).52 
Figure 25. Harvest Festival, Secondo, mm. 142–145. 
 
 
 The complete motive III (Figure 26.), a segment of the “Na Lu Wan” (Figure 
27.) folk tune characterized by a minor third followed by a neighbor tone, is 
presented for the first time in mm. 166–167 of primo part (right-hand).53 
Figure 26. Harvest Festival, Primo, mm. 166–167.             Figure 27. “Na Lu Wan”. 
   
 
 
This motive is prefigured in measures 154–155 of primo part by an incomplete 
statement. The next measure inverts this incomplete version, and the entire process 
occurs again in mm. 156–157 (L.H.) (Figure 28.).54  
Figure 28. Harvest Festival, Primo, mm. 156–157. 
  
  
                                                     
51 Planing in primo: mm. 150–154, 160–165, and 176–181. Secondo: mm. 142–145, 154–
157, 161–163 (L.H.), 176–181 (L.H.), and 196–208 (L.H.).  
52 Motive II in secondo: mm. 154–157 and 197–208.  
53 Motive III in primo: mm. 166–173. Secondo: mm. 160–165, 168–169, and 172–173. 
54 Inversion in secondo: mm. 160–165.  
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Primo 
Secondo 
 
 
Measures 168–173 (Figure 29.) of the primo part consist of ascending minor 
third and perfect fourth sequences, octave imitation, and fragments of theme I. 55 In 
the same measures the secondo part has combinations of motives I, II, and III.  
Those six, plus two additional measures (palm clusters: mm. 174–175), form a 
transition to theme II. Here, the ceremony is already halfway over; the Amis people 
are getting excited.  
Figure 29. Harvest Festival, Primo and Secondo, mm. 168–173. 
 
 
 
 
 
 
 
 
Theme II derives from “Na Lu Wan” and also appears simultaneously in mm. 
176–181 (Figure 30.), but with different rhythmic figures and emphasis in the two 
parts. The primo part emphasizes A, while the secondo part emphasizes D—as if 
                                                     
55 Theme I in primo: mm. 136–142, 150–154, 168–169, and 172–173. Secondo: mm. 166–
168. 
Figure 30. Harvest Festival, Primo and Secondo, mm. 176–181. 
 
Primo 
Secondo 
29 
 
some intoxicated people were singing in different keys. Interestingly, this is the only 
place in the entire piece to have a repeat mark.56 Here all of the Amis people are 
depicted: they are singing forcefully and dancing vigorously. Some are already 
inebriated, while others are really excited to be experiencing such a great ceremony 
that celebrates the rich harvest of the previous year and represents hopes for a 
prosperous coming year. 
In addition, mm. 176–188 combines theme I and II in both parts; theme II 
appears in its usual rhythm in the right hand of the secondo part, but is in 
augmentation in the left hand of the primo part.  Before going into section three in 
mm. 189–209, the composer uses octave imitation in the primo part (ascending 
perfect fifth sequences) and augmentation of theme II to close this section with the 
dynamic markings of p, pp, and ppp. The dynamics gradually change to quiet 
moods, which means that the Amis are anticipating the next prayer to be stately and 
magnificent. Meanwhile, the secondo part repeats motive II (L.H.) and fragments of 
motive I (R.H.).57   
Andante tranquillo e misterioso (“Ritual Ceremony to Ancestors,” mm. 210–
269) is the only slow section in Harvest Festival. This is the least tonal section in 
                                                     
56 In the interview, I asked Professor Hwang why this is the only place with a repeat mark. 
He answered that for the previous section, the melody only occurs in a short phrase. Nevertheless, he 
believes that the audience wants to hear the melody again and in a longer phrase.  
57 Immediate repetitions of motive II in the secondo part: mm. 196–208. Theme II in primo: 
mm. 196–204. 
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the work. The Amis typically start their harvest ceremony by humming tunes and 
praying. The music begins in the secondo part with a ppp dynamic marking and with 
layers of perfect fifths. The perfect fifth, which sounds peaceful and tranquil, is the 
inversion of the perfect fourth (the characteristic interval of motive I). The primo 
part repeats the same perfect fifth intervals and completes the phrase (mm. 210–211; 
moving from the secondo part to the primo part) (Figure 31.). The entire primo part 
based on motives I and II, with imitation and sequence; the secondo part is based on 
motives I and II, repetition, perfect fifth intervals, tone clusters, and the extension of 
triplet rhythms.58  
Figure 31. Harvest Festival, Primo and Secondo, mm. 210–211. 
 
 
There are three interesting techniques employed in section three. First, planing 
appears in mm. 210–213 and 219–222 of both parts, as well as in multiple places 
later in both parts.59 Second, the scale of planed major seconds appears again in 
mm. 247–250. The lack of semitones in this scale depicts the Amis people moving 
                                                     
58 Motive I in primo: mm. 214–218, 223–227, 233–237, 243–244, 262–263, and 265–266. 
Secondo: mm. 262–263 and 265–266. Motive II in primo: mm. 232, 242, 245–246, and 251. Motive 
II in the secondo: mm. 232–233 (R.H.), 242–243 (R.H.), 245–246 (R.H.), 251–252, and 253–265 
(R.H.: fragmentation and compound melody in mm. 253 and 257). Sequence in primo: mm. 247-250 
and 251-267. Imitation in primo: 214-218, 223-227, 228–231, 233–237, 243–244, 247-250, 262–263, 
and 265–266. Twelve-tone technique in both parts: mm. 210–211, 212–213, and 219–222 (row in 
primo: 8, 3, 10, 5, 0, and 7; row in secondo: 2, 9, 4, 11, 6, and 1).  
59 Planing in primo: mm. 232–233 (L.H.), 242–243 (L.H.), 245–247 (L.H.), and 251–260 
(L.H.). secondo: mm. 232–233, 242–243, 245–247, 251–253, and 255–256.  
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slowly in a circle. Third, twelve-tone technique only occurs in this third section—
for instance, m. 210 of the secondo part has the row segment 0, 7, 2, 9, 4, 11, while 
m. 211 of the primo part has the row segment 6, 1, 8, 3, 10, 5 (Figure 31.). Thus, the 
primo part is T6 of the secondo part. The composer has stated that he wished to 
create either a peaceful or a nervous feeling for the audience.60 The slow tempo and 
perfect fifths have a peaceful affect, while the serialism contributes to a more 
nervous one. Additionally, at the end of the primo part, the descending glissando 
represents a group dancing: people are holding hands with a sudden action up and 
down (Figure 32.). The secondo part ends with descending tone clusters in m. 269 
(Figure 33.).  
Figure 32. Harvest Festival, Primo, m. 268.    Figure 33. Harvest Festival, Secondo, 
                                                                                            m. 269.   
  
 
 
 
The last section of the Harvest Festival is Presto vivace (“Joyful Whistling 
People”) from m. 270 to m. 345. The Festival is approaching its end as the 
atmosphere gets more excited and joyful. This is a very dramatic, energetic, 
powerful, and at the same time dissonant section. The music begins once again with 
the secondo part with perfect fifths in eighth notes; the primo part enters after one 
                                                     
60 Yann-Jong Hwang, “Harvest Festival: A Fusion of Folk Music and Western Compositional 
Techniques,” 578. 
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measure with perfect fourth (motive I, in sixteenth notes) (Figure 34.).61  
Figure 34. Harvest Festival, Primo, mm. 271–273; Secondo, mm. 270–273. 
 
 
A fragment of theme I appears in diminution in mm. 282–287 of secondo 
part. 62 An augmentation of the complete theme I appears in mm. 284–287 (Figure 
35.) and 292–295 (Figure 36.) of the primo part.  
Figure 35. Harvest Festival, Primo and Secondo, mm. 284–287. 
 
 
  
 
 
 
 
Figure 36. Harvest Festival, Primo and Secondo, mm. 292–295. 
 
 
 
 
 
 
Here the composer again combines two rhythmically different versions of Theme II 
with one another, as well as two minor triads in both parts (forming the extended 
chord A-C-E-G-Bb-D-F-A). The extension of theme II occurs in the primo and 
                                                     
61 Motive I in primo: mm. 271–282, 287–290; 296–299; 303–306; 311–314; 339–340; and 
341–343. 
62 Diminution fragments of theme I in secondo: mm.290–295; 315-324; 329-334 
Primo Secondo 
 
Secondo Primo 
Primo Secondo 
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secondo parts in mm. 317–324 (Figure 37.).63  
Figure 37. Harvest Festival, Primo and Secondo, mm. 317–324. 
 
 
 
 
 
 
Two measures before the end of piece, the secondo part has tone clusters while 
the primo part has an ascending glissando. Also, both parts end with the dynamic 
marking fff and the same notes in different registers. Interestingly, in mm. 341–343 
of the primo part (mm. 342–343 of the secondo part) the chords are built with two 
perfect fourths stacked on top of each other (Figure 38.).  
Figure 38. Harvest Festival, Primo, mm. 341–343; Secondo, mm. 342–343. 
 
 
 
Arnold Schoenberg used a similar quartal chord in his Kammersymphonie no. 1, op. 
                                                     
63 Diminution, augmentation, and extension of theme II in primo: mm. 329-335 
Secondo 
Secondo Primo 
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9 (Figure 39.) Professor Hwang got his inspiration to use this sonority from 
Schoenberg.64 
Figure 39. Arnold Schoenberg, Kammersymphonie no. 1, op. 9. 
 
 
The use of the perfect fourth recalls motive I. Nearly the entire fourth section 
focuses on perfect fifth and perfect fourth intervals and on imitation.65  It creates a 
very exciting and joyful ending (Figure 40.). Amis people are grateful and thankful 
to their ancestors, clansmen, and gods. They believe in the following year will be a 
harvest year again.  
Figure 40. Harvest Festival, Primo and Secondo, mm. 344–345. 
 
 
 
  
 
Suggestions for Performers 
Based on personal experience, I would like to comment about the issues 
                                                     
64 Yann-Jong Hwang, “Harvest Festival: A Fusion of Folk Music and Western Compositional 
Techniques,” 579. 
65 Imitation in primo: mm. 271–282, 287–290, 295–299, 300–314, 325–328, and 336–343. 
Secondo: mm. 270–281, 288–289, 299–302, 303–306, 307–310, 311–314, 335–338, and 339–341.   
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involved in performing the piece. First, the composition Harvest Festival is inspired 
by aboriginal people. Indigenous people’s songs mostly emphasize rhythms rather 
than lyrics. Therefore, performers must feel the rhythms very well; otherwise, 
audiences will not understand what performers want to express through the music 
and will consequently lose their attention and interest in the music. Second, both 
performers can help each other internalize the rhythms by clapping, dancing, or 
speaking out the rhythmic patterns from the primo and secondo parts, either at the 
same time or one at a time. Third, each section has a different character and meaning. 
When one practices the music, one could watch videos related to Amis Harvest 
Festival event online to get a sense of the cultures of aboriginal people and the 
energy of their music, as well as listening to those two main folk tunes “Na Lu Wan” 
and “Hen Na Yo In” before playing them on the piano. If this is done, performers 
will have “the big picture” in their minds when they practice. Fourth, this is a brand 
new piano ensemble composition to both performers and audiences, one that has 
many dissonant sonorities. Performers have to present each phrase clearly and 
breathe naturally with the music. If they do not breathe with the music, listeners (and 
performers!) might feel nervous and tense.  
I can also comment on more specific technical challenges. Performers have 
to be careful about their key-touch. For example, in section one, theme I (mm. 41–
36 
 
48 and 52–55) (Figure 41.) in the primo part, if one wants to bring more sound from 
the melodic lines, it will be better to draw out the sound from piano (with a motion 
of pulling the hands from the keys) instead of pressing the hand close to the keys. 
Figure 41. Harvest Festival, Complete Theme I, Primo, mm. 41–44 and mm. 52–55.  
 
 
 
 
In the ascending perfect fifths in a stepwise upward sequence in triplet 
rhythms (primo: m. 61) (Figure 42.) and the scale of planed major seconds in section 
one (primo: m. 101) (Figure 43.), when one practices, one is advised to feel the 
motion of the turning the hands from left to right. Practice it gently away from the 
piano with your hands alone; do not turn the hands harshly. Then, when performers 
play the scale, they will feel comfortable enough to apply the motion at the keyboard. 
Figure 42. Harvest Festival, Primo, m. 61. 
 
 
 
Figure 43. Harvest Festival, Primo, m. 101. 
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In the section two, containing two palm clusters in both parts, the clusters 
should be played as close to the keys as possible. If the hands are raised too high, 
injuries to the performers’ hands and wrists may occur.  
In the twelve-tone rows of section three, in mm. 210–211 (Figure 44.), both 
parts have dynamic markings of ppp. It is difficult to control the fingers to produce 
these very soft effects. Performers need to imagine they are touching a baby, careful 
not to hurt or wake her or him up. The hand gestures must be very gentle and tender.  
Figure 44. Harvest Festival, Primo and Secondo, mm. 210–211. 
 
 
The last section is the most challenging one for both parts. The tempo is very 
fast, so both performers need to keep the tempo and to count rhythms accurately and 
precisely; otherwise, either of the performers could lose the sense of direction. Also, 
fingerings are important, especially in mm. 271–282 (Figure 45.) (the perfect fourth) 
of the primo part; I would suggest for the performer to use fingers one and three (the 
thumb and middle finger) to play these intervals instead of two and five (the index 
and pinkie fingers). Playing with one and three will produce more sound and enable 
the hands to move faster. 
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Figure 45. Harvest Festival, Primo, mm. 271–282. 
 
 
 
 
 
 
 
 
 
In addition, the composition is highly dissonant with strong rhythmic 
impetus, so I would recommend using less tre corde pedal (or damper pedal) 
throughout the piece; a una corda pedal (or soft pedal) is needed for section three. 
The player of the secondo part pedals for the ensemble most of time, except in 
section four, where the performer of the primo part has many extended melodic lines 
to shape and to project the beautiful themes. If the performers do not use the pedal, 
appropriately the piece can lose its sense of pulse so important to its powerful effect. 
Overall, however, the important thing is enjoying the music: to tell a good story 
through your performing.     
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CHAPTER FOUR 
Conclusion 
  
Concert audiences generally feel more comfortable with familiar material. In 
piano recitals throughout the world, music lovers flock to programs that feature 
Beethoven or Chopin, Brahms or Debussy, and get thrilled by the acknowledged 
masterpieces they hear over and over again. It may be risky to perform less familiar 
music, particularly contemporary music, since the perception is that new music is 
dissonant and too complex to understand or appreciate. Yet one function of art is to 
delight or provoke audiences with creativity, with the possibility of discovering 
something new of value and meaning—something that is challenging to both 
audience and performer.  
As these analyses have demonstrated, Harvest Festival for piano four-hands 
by Yann-Jong Hwang is a unique, dramatic, and worthwhile composition to perform 
and study. Within this piece, the composer combines and varies two well-known folk 
tunes, “Na Lu Wan” and “Hen Na Yo In,” from the Amis tribe. He also creates rich 
harmonic languages using techniques that audiences can find exciting, such as 
planing, palm clusters, twelve-tone, among others. Through the musical work, 
Professor Hwang shares a story of Taiwan’s indigenous people: the Amis tribe, their 
Harvest Festival event. In addition, the composition invokes the composer’s own 
background and childhood memories. When performing Harvest Festival, both 
40 
 
players must feel the rhythms and play with plenty of energy to depict the Ami 
celebrating their ceremonious Harvest Festival.   
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Appendix  
A Musical Score of Harvest Festival 
All Musical Scores Copyright [Yann-Jong Hwang 2017] 
Used with permission. All rights reserved. 
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